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List	of	Compositions	
		1.	 NOISESTRA:	TRAX	 	 	 	 	 duration:		 June	2012	 	 	 	 	 	 0h08’04”	Turntable	Ensemble,	String	Quartet,	Synth,	Percussion,	Harp,	Horn	in	F,	Accordion,	Bass	Guitar.	Video	Graphic	Score	includes	Audio	Recording		2.	 NOISESTRA:	NOISEstra	 	 	 	 duration:		 June	2012	 	 	 	 	 	 0h07’12”	Turntable	Ensemble,	String	Quartet,	Synth,	Percussion,	Harp,	Horn	in	F,	Accordion,	Bass	Guitar.		 Video	Graphic	Score	includes	Audio	Recording		3.	 NOISESTRA:	FUMP	 	 	 	 	 duration:		 June	2012	 	 	 	 	 	 0h08’28”	Turntable	Ensemble,	solo	‘cello.		 Video	Graphic	Score	includes	Audio	Recording		4.	 NOST	 	 	 	 	 	 	 duration:		 December	2013	 	 	 	 	 0h09’09”	Two	Turntables,	Dictaphone	Cassettes,	NOIZE	Choir	(12	performers)	Graphic	Score	and	Audio	Recording.			
	6		
5.	 ESFA	Quartet	 	 	 	 	 	 duration:		 May	2013	 	 	 	 	 	 0h14’30”	Turntables,	Harp,	Piano,	Double	Bass.		 Notated	Score	and	Audio	Recording		6.	 ANCE	 	 	 	 	 	 	 duration:		 September	2013	 	 	 	 	 0h10’00”	8	Turntables,	8	Dictaphones.			 Graphic	Score	and	Audio	Recording		7.	 BAWWWY	 	 	 	 	 	 duration:		 April	2014	 	 	 	 	 	 0h32’55”	Turntable	Quartet		 Text	Score	and	Audio	Recording			
	 Total	length	 	 	 	 	 	 duration:	

















NOISESTRA:	TRAX	 	 	 	 	 duration:	0h08’04”	Turntable	Ensemble,	String	Quartet,	Synth,	Percussion,	Harp,	Horn	in	F,	Accordion,	Bass	Guitar.	Apartment	House	and	NOISESTRA	
Track	2		 NOISESTRA:	NOISEstra	 	 	 	 duration:	0h07’12”	Turntable	Ensemble,	String	Quartet,	Synth,	Percussion,	Harp,	Horn	in	F,	Accordion,	Bass	Guitar.	Apartment	House	and	NOISESTRA	
Track	3		 NOISESTRA:	FUMP	 	 	 	 	 duration:	0h08’28”	Turntable	Ensemble,	solo	‘cello.	Apartment	House	and	NOISESTRA	
Track	4		 NOST	 	 	 	 	 	 	 duration:	0h09’09”	Two	Turntables,	Dictaphone	Cassettes,	NOIZE	Choir	(12	performers)	NOIZE	CHOIR	and	WAX	MAGNETIC	(Joe	Murray	(a.k.a.	Posset)	and	Mariam	Rezaei)	
Track	5		 ESFA	Quartet	 	 	 	 	 	 duration:	0h14’30”	Turntables,	Harp,	Piano,	Double	Bass.		 Mariam	Rezaei,	Rhodri	Davies,	John	Tilbury,	Michael	Duch.		
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Track	6	
ANCE	 	 	 	 	 	 	 duration:	0h10’00”	8	Turntables,	8	Dictaphones.		WAX	MAGNETIC	(Joe	Murray	and	Mariam	Rezaei)		
Track	7		 BAWWWY	 	 	 	 	 	 duration:	0h32’55”	Turntable	Quartet		 Mariam	Rezaei						
	 Total	length	 	 	 	 	 	 duration:	



















































































































































With	 a	 phonograph	 it	 is	 now	 possible	 to	 control	 any	 one	 of	 these	
sounds	 and	 give	 it	 rhythms	 within	 or	 beyond	 the	 reach	 of	
imagination.	Given	four	phonographs	we	can	compose	and	perform	
















































































































																																																								129	Feldman,	M.	1951.	Projections	1	[Music	Score]	New York: C F Peters 
Corporation.	130	Sutherland,	R.	1994.	New	Perspectives	In	Music.	London:	Sun	Tavern	Fields.	p140	
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certainly	achieved	(14	minutes)	and	the	constant	changing	of	sounds	was	sustained	for	several	minutes	as	a	large	crescendo	across	all	instruments	ensued.			On	reflection	of	our	performance,	my	improviser’s	instinct	tell	me	that	the	drones	on	the	turntables	and	cassettes	were	not	sustained	long	enough.	To	really	do	Ance	justice	as	a	performance,	I	think	the	duration	should	have	been	doubled	and	choral	gestures	should	have	been	more	clearly	articulated.			I	am	keen	on	durational	works/performances	and	wish	to	pick	out	small	and	articulate	details	within	improvisations,	an	idea	I	am	focusing	on	in	my	own	improvisational	practice.			The	one	turntable	sustained	for	six	minutes	at	the	beginning	could	have	been	easily	lengthened,	however	my	instinct	at	the	time	as	an	improviser	in	front	of	a	large	crowd	was	to	carry	on,	move	forward	quicker	and	improvise	more	with	the	8	turntables	in	front	of	me!			The	openness	and	differing	interpretations	of	the	graphic	score	by	myself	and	Joe	and	my	uncertainty	of	duration	has	led	me	to	think	about	whether	I	should	write	any	performance	directions	for	another	graphic	score,	similar	to	this,	in	the	future.		It	feels	as	though	allowing	improvisers	to	do	whatever	they	like	with	the	score	is	actually	the	most	powerful	and	controlling	decision	of	all.		I	have	wilfully	handed	over	all	assumptions	and	all	responsibility	to	the	performers,	wiping	my	hands	clean	of	all	responsibility	for	the	musical	gestures.		Nonetheless,	I	am	still	intrinsically	bound	to	the	music	interpreted,	as	the	graphics	composed	did	have	a	sonic	image	in	mind	(as	much	as	I	would	like	to	deny	this),	hence	the	visual	construction	of	the	graphics.		Will	my	subverted	musical	gestures	be	correctly	interpreted	by	the	performers	and	performed?		Does	it	really	matter	what	I	want?	
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The	juxtaposing	reflections	of	this	piece	as	the	composer	and	then	as	an	improviser	of	the	performance	are	unnerving.		I	am	erring	on	the	side	of	caution	with	the	argument	inside,	as	a	performer,	the	openness	of	the	score	instinctively	leads	to	me	to	think	that	I	can	and	will	do	whatever	I	like	for	the	performance,	with	the	instrumentation	given.			The	use	of	circles,	in	my	‘improviser’	mind,	does	clearly	represent	records	and	tape	wheels	and	every	instance	of	the	recurring	shape	signals	a	new	gesture	with	a	different	turntable.		As	literal	as	it	may	seem,	this	was	how	both	Joe	and	I	chose	to	interpret	the	score	throughout	the	performance.	Leaving	a	score	completely	open	to	interpretation	is	a	bold	choice,	but	one	that	I	stand	by.		I	believe	in	the	power	of	the	improviser	and	their	interpretation	and	I’m	willing	to	accept	the	open	interpretations	of	the	score.		I	have	found	that,	given	the	open	opportunity	to	interpret,	improvisers	surprise	me	and	will	perform	something	in	a	way	I	might	never	have	imagine	or	had	initially	conceived.		I	can	learn	more	from	improvisers	and	from	my	own	compositional	practice	in	this	instance.	
	
5.8	BAWWWY	
	
BAWWWY	is	written	for	one	performer	with	4	turntables,	using	two	oscillators	over	two	turntable	duos,	set	up	with	two	DJ	mixers	with	adjustable/smoothly	graduating	upfaders	to	use	as	volume	controls.		It	is	the	most	sophisticated	of	the	turntable	compositions	discussed	in	this	theses	and	is	the	result	of	an	interesting	compositional	period,	including	research	from	concerts	and	composers	looked	at	in	the	beginning	stages	of	this	portfolio.	
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Drawing	together	experience	from	improvising	with	multiple	turntables,	drones	and	the	discipline	used	as	a	performer	in	durational	and	mixed	media	performances,	the	score	was	initially	composed	from	a	practical	perspective.		The	piece	relies	heavily	on	the	performer	knowing	and	understanding	the	limitations	and	capabilities	of	turntables	and	oscillators.		I	composed	this	piece	using	oscillators	on	vinyl,	so	as	to	play	with	and	pull	on	the	rhythmic	and	tonal	properties	of	two	contrasting	duos	of	oscillators	with	a	limited	+/-	8%	pitch	range	on	the	turntables.	There	were	added	experiments	with	oscillators	played	out	of	sync	by	looping	up	samples	on	vinyl.	This	chance	element	is	imperative	to	the	work,	making	it	unique	to	the	turntable	at	the	same	time	as	accepting	new	sonic	possibilities	uncontrollable	by	either	the	performer	or	the	composer.		John	Butcher	writes	about	this	as	part	of	free	improvisatory	practice,	The	physicality	of	sound	production	is	inescapably	connected	with	the	creation,	not	just	the	execution,	of	the	music.131		This	is	one	of	the	most	exciting	elements	of	working	with	turntables	in	performance.		I	struggled	with	the	chance	and	error	notions	of	performing	for	a	number	of	years	within	improvisation	and	composition	for	turntables.	However,	having	‘matured’	as	improviser,	I	now	embrace	this	notion	to	the	point	where	I	am	now	comfortable	writing	for	this	to	occur.		My	research	in	to	the	music	of	Eliane	Radigue	has	been	accidental	and	predominantly	through	live	performances.	Her	use	of	drones	has	had	a	profound	effect	on	this	piece.		I	first	came	across	Eliane	Radigue’s	work	whilst	working	alongside	Rhodri	Davies	.		‘Occam	I’		was	a	commissioned	work	written	
																																																								131	Butcher,	J.	2014.		Free	Improvisation.	[Online]	[Accessed	1	October	2016]	Available	from:		http://ahadmaster.blogspot.co.uk	
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specifically	for	Davies	and	since	then,	a	number	of	further	Occam	works	have	been	commissioned.		My	conversations	with	Davies	have	included	talking	about	the	notation	of	new	works	that	are	written	specifically	for	performers	that	can	result	in	the	most	sublime	and	articulate	performances.	I	was	present	at	a	performance	at	Glasgow	Tectonics	Festival	2015	at	City	Halls	of	Occam	X,	Occam	River	X,	Occam	River	IV,	and	Occam	Delta	VIII,	performed	by	cellist	Charles	Curtis,	harpist	Rhodri	Davies,	tuba	player	Robin	Hayward	and	bassoonist	Dafne	Vicente-Sandoval	and	broadcast	on	the	BBC	Radio	3132.	In	discussion	with	both	Rhodri	Davies	and	Charles	Curtis,	both	revelaed	that	the	music	is	not	typically	notated	but	in	fact	a	verbal	communication,	which	could	be	described	as	the	‘essence’	of	Haiku	poetry.		Radigue	has	been	working	with	these	specific	musicians	in	person	at	her	home	in	Paris	over	varying	lengths	of	time,	working	with	specific	instruments	to	explore	her	method	of	communicating	not	just	the	composition,	but	the	other	worldly	and	ethereal	presence	of	the	music	she	writes.		As	much	as	I	admire	the	Radigue’s	method	of	composition	along	with	its	results,	in	the	context	of	writing	for	other	performers,	that	may	be	from	a	community	setting,	to	communicate	the	specific	ideas	I	have	I	need	to	use	written	notation.		In	search	of	the	‘other	worldly’	sounds	Radigue	employs,	I	researched	extended	instrumental	techniques	to	begin	to	understand	the	sound	world	and	how	experimentation	develops	new	sounds.		I	spoke	with	experiemtnal	guitarist		and	composers	Neil	Davidson	about	his	use	of	stones,	spatulas,	dowels	and	ebow	on	an	acoustic	guitar	to	make	new	sounds.	I	had	previously	seen	glimpses	of	performers	working	with	
																																																								132	BBC	Radio	3.	2015.	BBC	Radio	3	Website.	[Online]	[Accessed	1	October	2016]	Available	from:	http://www.bbc.co.uk/programmes/b063zphx	
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auxiliary	objects	on	their	instruments	but	listening	to	Neil	Davidson’s	Grain133	was	the	first	time	that	I	had	heard	instrumental	sounds	that	I	wasn’t	able	to	immediately	recognise.	It	made	me	think	about	John	Stevens’	Triangle134,	where	three	performers	sat	in	a	triangle	are	asked	to	perform	free	improvisation	with	their	right	hand	on	an	instrument,	diverting	their	attention	from	this	practice	and	instead,	listen	to	the	performer	on	their	left	side,	and	react	to	their	performing	with	their	left	hand.		By	dividing	the	performer’s	attention	from	free	improvisation	and	focusing	on	the	left	side	where	they	are	clearly	responding	to	another	performer,	there	is	a	removal	of	attention	from	the	right	hand	side	and	this	makes	a	curious	mixture	of	conscious	and	unconscious	performing,	in	a	circular	manner.		From	my	experiments	of	this	exercise,	this	results	in	a	bizarre	echo	effect	of	beating	rhythms	and	an	increase	in	tempo.		Triangle	is	certainly	a	different	way	of	placing	importance	on	gesture	rather	than	the	resulting	sound	for	a	performer	in	comparison	to	how	Neil	Davidson	performs	with	his	guitar,	but	they	both	influenced	my	work	with	the	turntables,	in	particular	BAWWWY.				One	further	element	that	intrigued	me	was	Davidson’s	use	of	gesture	and	his	patience	and	determination	to	repeat	the	gesture	to	create	a	drone.		As	simple	as	it	may	sound,	his	measure	and	judgment	of	duration	brought	to	life	the	colours	of	the	gesture	through	repetition,	which	I	chose	to	borrow	by	looping	the	oscillators	used	in	BAWWWY	.	
																																																								133	Davidson,	N.	2006.	Grain.	Neil	Davidson.	Grain.	[CD]	Glasgow:	Never	Come	Ashore.	134	Stevens,	J.	1985.	Search	and	Reflect	–	A	Music	Workshop	Handbook.	London:	BP	Community	Music	Ltd.	
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When	sketching	BAWWWY,	I	initially	used	several	different	drawings	and	notational	systems	to	note	my	work135.		One	system	is	similar	to	that	of	Cathy	Berbarian’s	Stripsody136.		After	composing	the	piece,	I	set	to	task,	writing	the	score	but	had	to	decide	the	boundaries	and	rules.			I	debated	which	elements	of	the	work	were	open	to	interpretation,	trying	a	small	set	of	simple	rules	for	each	turntable,	calculating	if	the	probability	of	the	desired	rhythmic	patterns,	sub	bass	rumblings	and	high	pitch	tuning	on	the	turntables	would	be	achieved.		I	then	took	the	gestures	from	the	score	and	adapted	them	to	a	four	part	graphic	score.		This	presented	a	number	of	options	for	the	piece.	The	duration	of	the	whole	work	was	now	flexible,	the	timing	of	the	entries	open,	with	a	high	probability	that	the	desired	gestures	(made	between	each	pair	of	two	turntables/two	oscillators	interacting)	will	occur,	though	not	guaranteed.	This	score	also	presents	the	option	of	the	work	to	be	performed	on	other	instruments	and	the	possibility	of	a	predominantly	silent	performance	with	a	number	of	small	durational	gestures,	similar	to	the	directions	of	John	Cage’s	Improvisation	IV137.		Throughout	my	research,	I	have	addressed	notating	for	turntables	and	how	this	is	different	for	every	piece.		In	the	case	of	this	work,	I	considered	whether	the	turntablist	could	be	a	performer	that	doesn’t	read	music,	with	little	experience	in	turntable	work	but	strong	musical	skills.		This	piece	does	not	function	with	an	ensemble	or	team	in	mind,	it	is	not	designed	to	explicitly	teach	turntablist	skills	(like	the	skratch	exercises	do)	since	its	focus	is	on	the	sonic	qualities	of	the	oscillators.		I	also	considered	and	discussed	the	work	with	a	number	of	participants	from	NOISESTRA,	one	of	whom	did	perform	the	work	and	preferred																																																									135	Please	see	Appendices	for	both	graphic	score	sketches.	136	Berberian,	C.	1966.	Stripsody	[Music	Score]	London:	Edition	Peters.	137	Cage,	J.	1980-2.	Improvisation	IV	[Music	Score]	London:	Edition	Peters.	
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the	initial	sketched	graphic	score	with	a	set	duration	and	visual	directions.		There	was	a	general	preference	for	graphics	that	leave	some	room	for	interpretation.		Working	with	an	undefined	duration	made	the	group	unsure	and	they	felt	uncomfortable	performing	this.		They	were	worried	that	their	interpretation	may	be	‘wrong’	or	‘unsuccessful’	and	found	the	responsibility	of	performing	with	four	turntables	intimidating.		Confidence	was	key	in	this	discussion,	though	the	group	have	been	previously	comfortable	using	graphic	scores	and	improvising	with	skratching	and	beatjuggling.		BAWWWY	demands	more	of	the	performers,	so	despite	the	simplicity	of	the	gestures	(in	comparison	to	intricate	skratches),	the	longer	durational	nature	of	the	gestures	plus	the	coordination	of	four	turntables	and	two	mixers	for	volume	control	was	overwhelming.			One	interesting	point	from	the	discussions	with	NOISESTRA	was	that	the	use	of	words	to	describe	the	gestures	alongside	re-appropriated	musical	symbols	felt	welcoming	and	‘user-friendly’.		Though	this	isn’t	improvisatory,	there	are	a	number	of	elements	to	be	deduced	in	the	score	for	a	finalized	performance	and	this	reminded	me	of	John	Butcher’s	15	Simple	Statements	on	Free	Improvisation:	Free	improvised	music	is	necessarily	spontaneous,	but	is	built	on	a	background	of	years	of	study,	experiment,	thought	and	experience.138		Butcher’s	point	can	be	reversed	to	further	reinforce	the	group’s	opinion,	i.e.	that	the	familiarity	and	relation	to	musical	symbols	in	a	graphic	score	gave	them	the	confidence	to	improvise	from	the	graphic	score.			
																																																								138	Butcher,	J.	2014.		Free	Improvisation.	[Online]	[Accessed	1	October	2016]	Available	from:		http://ahadmaster.blogspot.co.uk		
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Despite	the	clarification	from	NOISESTRA	and	their	comfort	using	the	graphic	score,	the	sketch	does	not	specifically	capture	the	desired	sonic	gestures	and	the	risk	of	these	gestures	not	being	achieved	would	defeat	the	composition	of	this	work.	I	have	looked	at	numerous	graphic	scores	and	alongside	the	musical	and	philosophical	ideas,	have	found	the	visual	aesthetics	of	Earle	Brown’s	work	appealing.		The	dichotomy	of	control	as	a	composer	and	freedom	as	a	performer	is	at	play	here	and	I	have	admired	Brown’s	arguments	through	his	works.		In	the	prefatory	notes	to	4	Systems,	Brown	discusses	the	immeasurable	qualities	of	time,	frequency,	timbre,	modes	of	attack,	and	how	this	cannot	be	accurately	controlled	or	measured	through	notation	or	a	performer.	No	metric	system	or	notation	based	on	metrics	is	able	to	indicate	all	of	the	possible	points	in	the	continuum,	yet	sound	may	begin	or	end	anywhere	along	this	dimension.139		He	further	elaborates:	An	ambiguous	but	implicitly	inclusive	graphic	‘notation’,	and	alert,	sympathetic	performers,	are	conceivable	catalysts	for	activating	this	‘process’	within	continua140		With	this	in	mind,	I	experimented	with	a	graphic	notation,	where	the	number	of	events	per	turntable	occurred	within	a	clearly	defined	space	on	paper.		I	decided	that	the	rhythmic	beating	elements	needed	to	be	represented	and	used	lines	with	varying	lengths	to	represent	this.		A	long	continuous,	thicker	line	represents	continuity	and	small,	blackened	shapes	represented	gestures	with	a	definitive	beginning	and	end.		The	sizes	of	the	shapes	are	relative	to	their	duration	(small	=	shorter	duration,	large	=	longer	duration),	though	these	ideas	once	put	into	
																																																								139	Brown,	E.	1986.	4	Systems	[Music	Score]	London:	Associated	Music	Publishers.	140	Ibid.	
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practice,	left	me	thinking	the	score	still	lacked	my	desired	clarity.		I	agree	with	Brown’s	necessity	for	a	performer	to	be	alert	and	sympathetic,	however	I	still	think	that	this	version	of	a	graphic	score	is	too	open,	particularly	in	duration	and	rhythm	to	achieve	specific	gestures	I	initially	drew	the	turntables	as	two	separate	duets,	which	I	brought	together	in	an	experiment	to	use	multiple	instances	of	the	same	oscillator	on	several	turntables	at	differing	speeds	to	explore	rhythmic	beatings.		I	then	combined	two	different	oscillators/frequencies	as	two	turntable	duos	to	further	develop	and	broaden	the	narrative,	as	I	have	previously	experimented	with	one	sound	on	several	turntables	in	Ance	and	in	live	improvisations.	These	sketches	are	rough	charts	that	accurately	clarify	durations,	dynamics,	pitch	on	turntables,	but	purely	serve	a	functional	purpose.		They	do	not	specify	the	rhythmic	beatings	that	occur	with	multiple	oscillators,	but	set	up	the	correct	and	specific	conditions	in	which	this	would	definitely	occur.		Going	back	to	the	previous	discussions	I	had	with	NOISESTRA,	the	chart	is	complicated	and	difficult	to	read,	especially	as	it	is	a	number	of	pages	long,	reading	four	lines	at	a	time	throughout	for	four	turntables.		There	is	an	argument	to	be	made	that	performing	with	four	turntables	is	difficult	in	performance	practice,	which	I	would	argue	in	the	case	of	NOISESTRA’s	comments.		The	graphic	score	is	clear	and	serves	a	straightforward	function;	however,	I	sketched	the	music	in	this	way,	initially	as	an	improviser,	wanting	to	remember	how	I	made	specific	sounds,	hence,	the	functional	purpose	of	the	graphics.		The	charts	do	not	satisfy	me	aesthetically	as	a	composer,	nor	do	they	convey	the	sound	to	be	made.		I	have	therefore	continued	to	look	for	a	better	means	to	notate.	
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I	frequently	come	back	to	the	music	of	Alvin	Lucier,	most	often	at	live	performances	and	recordings,	not	through	his	scores.		When	I	did	explore	his	scores,	what	I	have	found	most	interesting	is	the	clarity	and	articulate	nature	of	his	instructions	in	his	text	scores,	where	he	is	explicit	and	coherent	with	headings	and	desired	effects	from	the	instructions	given.	In	Music	for	Piano	with	Magnetic	Strings,	under	the	‘Performance’	heading,	he	writes	:	Listen	for	harmonics,	audible	beating,	occasional	rhythms	produced	by	magnets	vibrating	against	adjacent	string,	and	other	acoustic	phenomena.	Form	single	tones,	intervals,	chords	and	clusters.		From	time	to	time,	create	unisons	(by	placing	magnetic	on	two	string	of	a	single	tone),	fifths,	octaves	and	twelfths,	which	may	produce	audible	beating	due	to	slight	discrepancies	in	tuning141		Similar	to	Brown,	Lucier	is	expecting	an	informed	and	alert	performer	to	be	involved,	thus	allowing	space	for	interpretation	alongside	specific	instructions	for	desired	gestures.		I	admire	the	detail	and	accuracy	of	Lucier	here;	however,	I	wish	to	convey	similar	detail	whilst	at	the	same	time	adding	element	of	duration	and	boundaries	for	specific	gestures.			Robert	Ashley’s	Wolfman142	text	score	is	longer	than	typical	Lucier	scores	and	has	many	more	specific	descriptions	of	gestures	and	vocal	technique.		Like	Lucier,	he	has	broken	down	the	score	under	specific	titles,	including	vocal	part,	amplification,	procedure	and	performance,	and	presentation.		The	subdivision	of	instructions	brings	clarity	and	cohesion	to	the	score	whilst	offering	personal	
																																																								141	Lucier,	A.	1995.	Music	for	Piano	with	Magnetic	Strings.	[Music	Score]	Frankfurt	am	Main:	Material	Press.	142	Austin,	L	and	Kahn,	D.	2011.	Source	–	Music	of	the	Avant-Garde,	1966-73	Berkley:	University	of	California	Press,	Berkeley.	p143.	
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insights	from	the	composer,	his	experiences	in	performance	and	visual	diagrams,	as	to	further	explain	the	text.	In	my	text	score	for	BAWWWY,	I	have	used	four	titles,	description,	preparation,	diagram	of	turntables	and	performance.	I	believe	that	this	accurately	conveys	my	intentions	as	a	composer.			I	specify	that	the	total	duration	of	the	performance	is	to	be	between	30	to	60	minutes	and	refer	to	durations	of	turntables	2,	3	and	4	to	be	relative	to	turntable	1.		By	using	a	time	line	as	the	relative	comparative	means	for	the	duration	without	using	a	stop	watch,	this	allows	a	performer	to	determine	their	own	duration	and	work	flexibly	whilst	performing	the	score.		The	instructions	have	an	added	element	of	working	duration	and	timing	of	gestures	on	the	turntables,	however,	it	has	been	written	from	a	pragmatic	perspective	and	previously	performed	live.	In	his	score,	Ashley	elaborates	on	the	reasons	behind	specific	gestures	and	sound	sources,	such	as	exploring	the	vocal	beatings.	In	previous	drafts	I	had	included	notes	similar	to	this,	for	example,	‘explore	the	impact	that	multiple	turntables	with	two	duos	of	sine	tones	will	have	live’.		On	reflection,	these	notes	were	omitted	as	I	want	the	performer	to	discover,	explore	and	experiment	the	richness	of	the	resulting	sounds	in	the	performance	experience.			The	specification	of	a	performer	sympathetic	to	a	specific	genre	or	perspective	of	performing	is	important	to	Lucier,	however,	unlike	the	initial	graphics	that	I	sketched	for	BAWWWY,	the	instructions	are	still	functional,	setting	the	correct	circumstances	and	conditions	for	the	desired	gestures	with	an	added	description	for	the	performer	to	understand	that	the	musical	gestures	achieved	should	be	specifically	explored.	
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Chapter	6.	Conclusion	Working	through	this	portfolio	has	led	me	to	several	conclusions	with	respect	to	the	topics	covered	in	the	previous	chapters:	Participatory	work	is	a	valid	and	useful	method	within	composition	that	I	will	continue	to	work	with.		I	have	attended	a	number	of	conferences	concerning	participatory	work,	its	benefits	to	participants,	to	artists	and	its	validity	in	the	arts.		As	my	commentary	and	work	reflects,	I	am	keen	on	John	Stevens	and	his	approach	to	participatory	work;	however,	I	know	I	take	for	granted	that	Stevens’	doesn’t	believe	in	simplifying	his	musical	goals	or	missing	out	difficult	musical	concepts.		He	successfully	proves	that	complex,	experimental	and	‘high	art’	ideas	can	be	translated	into	participatory	work	without	being	patronising	or	simplistic.		He	accepts	that	participants	are	equals	and	that	it	is	only	a	matter	of	understanding,	method	of	communicating	and	idea	that	will	lead	to	success.		I	agree	whole-heartedly	with	his	methodology.	
By	learning	more	about	the	automatic	complexity	of	the	
human	body,	we	may	be	able	to	prove	conclusively	that	all	men	are	
born	with	potentially	brilliant	intellect,	or	at	least	a	very	high	
degree	of	cognitive	competence,	and	that	the	source	of	cultural	
creativity	is	the	consciousness	that	springs	from	social	cooperation	
and	loving	interaction.143	
	John	Blacking’s	research	into	how	musical	people	are	with	and	without	training	from	all	over	the	world	supports	my	belief	that	everyone	is	musical,	we’re	just	not	all	trained.			
There	is	evidence	which	suggests	that,	although	human	creativity	
may	appear	to	be	the	result	of	individual	effort,	it	is	in	fact	a	
collective	effort	that	is	expressed	in	the	behaviour	of	individuals.144																																																									143	Blacking,	J.	1973.	How	Musical	Is	Man?	Washington:	University	Of	Washington	Press.	p115	144	Blacking,	J.	1973.	How	Musical	Is	Man?	Washington:	University	Of	Washington	Press.	p106	
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Like	Blacking	I	also	believe	that	group	work	and	community	serve	to	enhance	people’s	musical	abilities.	By	sharing	skills	and	spending	time	together	in	an	ensemble,	my	new	works	and	research	into	ideas	has	become	more	pragmatic	and	knowledgeable	of	performance	practices	from	differing	perspectives.		I	am	now	writing	and	performing	solo	and	group	turntable	works	that	are	from	the	differing	perspectives,	ideas	and	practices	of	different	members	of	NOISESTRA,	in	a	way	I	could	never	have	imagined	before.	The	benefits	of	this	work	have	been	unpredictable	and	I	know	that	this	portfolio	is	contributing	to	the	repertoire	and	future	of	turntablism	in	a	way	that	I	couldn’t	have	imagined	beforehand.		I	am	now	able	to	work	with	other	contemporaries	in	collaborative	work,	involving	both	community	participants	and	professionals	from	a	wide	range	of	disciplines,	including	theatre	and	dance.	Throughout	the	portfolio	I	have	explored	different	notations	and	experimented	with	which	notational	methods	best	suit	each	individual	composition.		I	conclude	that	for	every	turntable	work,	there	is	a	different	notational	system	that	will	work	successfully	and	will	clearly	articulate	my	intentions	to	performers.		When	evaluating	how	best	to	write	a	piece,	there	needs	to	be	an	evaluation	of	who	the	performers	are	and	how	best	to	notate	for	them.	Having	a	flexible	approach	to	my	writing,	in	lieu	of	my	current	career	in	composition,	is	a	reality	of	working	in	the	Arts	industry.	I	believe	it	is	important	that	music	is	played,	performed,	consumed	and	made	relevant	to	the	performers	and	audience	of	that	time.		Music	will	be	written	for	many	varying	circumstances	and	settings,	but	participation	and	a	participatory	approach	is	just	as	equally	valid	in	the	Royal	Opera	House	or	the	community	centre.		
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Whilst	researching	and	developing	new	works,	sketches	that	haven’t	been	finished	have	often	brought	many	more	ideas	forward,	sometime	ideas	I	had	previously	conceived	or	thought	of.		One	of	those	ideas	was	the	use	of	multiple	turntables	by	one	performer	and	how	to	then	translate	that	into	different	contexts	with	different	instruments.		I	am	now	continuing	to	work	on	new	works	for	multiple	turntables	and	varying	professional	ensembles.		In	a	professional	context,	those	ensembles	are	now	expanding	and	the	role	of	the	multiple	turntables	is	becoming	more	sophisticated.		There	is	a	strong	future	ahead	for	new	music	composition	with	turntables,	but	it	is	uncertain	whether	or	not	it	will	be	reliant	on	new	technology.	From	my	perspective,	there	is	an	appetite	from	ensembles	and	audiences	with	respect	to	analogue	instruments	and	differing	sound	media	formats.		There	is	a	desire	to	see	a	mixture	of	media	used	as	instruments,	and	in	this	scenario,	I	think	a	case	can	be	made	that	we	will	now	enter	a	new	phase	in	music	where	formats,	old	and	new,	will	be	used	together	to	their	strengths.		The	complicated	loops,	combinations	and	methods	that	performers	are	now	conspiring	are	becoming	more	and	more	sophisticated.		There	are	underlying	narratives	in	instrumental	choices	and	playing	styles	that	have	as	much	depth	in	their	integrity	as	the	compositions	they	are	performing	too,	and	I	believe	that	this	will	also	be	symptomatic	of	this	current	generation	of	composers	and	performers.	
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